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20 世紀アメリカの詩人、ウォレス・スティーヴンズ (Wallace Stevens) が
1942 年に発表した詩集『世界の部分』(Parts of a World) には、静物画を意識
した作品が散見される。とくに “Canonica”と題され、詩集の出版に先立っ














に美術館やギャラリーに出入りしていたこと、そして“The Relation Between 
Poetry and Painting”（1951）と題した講演を行っていた事実も手伝って、彼の
















ン・ステュアート（Susan Stewart）は静物画に関して、“Thus, whereas the 
still life speaks to the cultural organization of the material world, it does so by 
concealing history and temporality; it engages in an illusion of timelessness.” 





































































In terms of the subject-object split, Imagism represents the attempt 
to render the objects of experience, Symbolism the attempt to render 
subjective psychological and affective states. The first mode finds affinities 
with the visual arts in using language and shaping the poem on the page as 
ideogram; the second moves towards suggestive imprecision in metaphor and 

























It will be found that he has made some veritable additions to the corpus 
of poetry, which certainly is no more sacred to anyone than to him. His 
special use of the anti-poetic is an example of this. The implied image, as in 
YOUNG SYCAMORE, the serpent that leaps up in one’s imagination at his 
prompting, is an addition to imagism, a phase of realism which Williams has 
always found congenial. In respect to manner he is a virtuoso. He writes of 
flowers exquisitely. But these things may merely be mentioned. Williams 
himself, a kind of Diogenes of contemporary poetry, is a much more vital 
matter. The truth is that, if one had not chanced to regard him as Laocoon, 
one could have done very well by him as Diogenes. (770-71)3
引用部に明白に表れているのは、ウィリアムズの詩に表れる即物的なリアリズム
への批判である。事物をあまりに単純化して描くウィリアムズの詩は、イマジ





は気に入らないらしい。別の箇書では、“Williams looks a bit like that grand old 
plaster cast, Lessing’s Laocoon: the realist struggling to escape from the serpents 















































beside the white 
chickens 
The fixed categories into which life is divided must always hold. These 
things are normal―essential to every activity. But they exist―
but not as dead dissections. (224)
4  スティーヴンズは、Barbara Church への手紙の中で、視覚的効果を狙った同時代の詩
人たちに対して、次のように否定的な態度を示している。“If the present generation 
likes the mobile-like arrangements of line to be found in the work of William Carlos 
Williams or the verbal conglomerates of e. e. cummings, what is the next generation to 
like? Pretty much the bare page, for that alone would be new.” (Letters 800-801)














































いるように、読者がウィリアムズ作品を「ラオコーン」( 視覚芸術 ) に「みな














味当然であると言える。“Poetry Is a Destructive Force”、“The Poem of Our 
Climate”、“Of Modern Poetry”等の、詩の創作過程そのものを主題したメタ
ポエム群の中でも、静物詩として読むことができるのが、「われらの風土の詩」










である。この詩はスティーヴンズが前述の序文を付けた Collected Poems 1921-
1932 に収録されており、静物画的なモチーフが以下のように散見される。
Flowers through the window
lavender and yellow
Changed by white curtain―
Smell of cleanliness―
Sunshine of late afternoon―
On the glass tray
a glass pitcher
turned down, by which
a key is lying―And the























Clear water in a brilliant bowl,
Pink and white carnations. The light
In the room more like a snowy air,
Reflecting snow. A newly-fallen snow
At the end of winter when afternoons return.
Pink and white carnations―one desires
So much more than that. The day itself
Is simplified: a bowl of white,
Cold, a cold porcelain, low and round,
























There would still remain the never-resting mind,
So that one would want to escape, come back
To what had been so long composed.
The imperfect is our paradise.
Note that, in this bitterness, delight,
Since the imperfect is so hot in us,
































ている。たとえば、「グラスの水」（“The Glass of Water”）という詩の冒頭部
では、「グラスは熱で溶け」（“That the glass would melt in heat,” 1）、「水は冷
気で凍る」（“That the water would freeze in cold,” 2）ことにより、容器と内
容物の関係が逆転するような「二つの極の間」（“between two poles” 4）に事
物が置かれた状態で描かれているし、「ロシアの桃の皿」（“A Dish of Peaches 
in Russia”）という詩では、「桃」が人を引き裂くような暴力性を帯びた事物と
して比喩的に描かれている（“I did not know / That such ferocities could tear / 














If he will be heaven after death,
If, while he lives, he hears himself
Sounded in music, if the sun,
Stormer, is the color of a self
As certainly as night is the color
Of a self, if, without sentiment,
He is what he hears and sees and if,
Without pathos, he feels what he hears
And sees, being nothing otherwise,
Having nothing otherwise, he has not











後続する部分では、“the walls” (13)、“the marbles” (14)、“the stairs” (14)、“the 
windows / Wax wasted” (15-16) などの無機物に紛れ込む主体のあり方が、“That 





















詩から、「ゴミ捨て場の男」（“The Man on the Dump”）や「解き放たれたばか













Day creeps down. The moon is creeping up.
The sun is a corbeil of flowers the moon Blanche
Places there, a bouquet. Ho-ho . . . The dump is full
Of images. Days pass like papers from a press.
The bouquets come here in the papers. So the sun,
And so the moon, both come, and the janitor’s poems
Of every day, the wrapper on the can of pears,
The cat in the paper-bag, the corset, the box


























と考えられる。7 そうすると、「洋梨間の包装紙」（“the wrapper of pears)、「紙




続く第二連では、“The freshness of night has been fresh a long time.”(10) 





「春」という季節に舞台設定をして（“Now, in the time of spring” 21）、静物
画や詩の素材になり得る、「ゴミ捨て場にあるもの」（“the things / That are on 
the dump” 23-24）と、「ゴミ捨て場にあるようになるもの」（“those that will 
be” 25）としての事物、すなわち言語の中で、「人は心洗われる変化を感じる」







7  スティーヴンズの後期の詩集『秋のオーロラ』(Auroras of Autumn 1950) には、





One sits and beats an old tin can, lard pail.
One beats and beats for that which one believes.
That’s what one wants to get near. Could it after all
Be merely oneself, as superior as the ear
To a crow’s voice? Did the nightingale torture the ear,
Pack the heart and scratch the mind? And does the ear
Solace itself in peevish birds? 
-------------------------------------------------
Is it to hear the blatter of grackles and say
Invisible priest, is it to eject, to pull
The day to pieces and cry stanza my stone?
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Parts of a World and the Others: The Philosophy 
of Art in Wallace Stevens’ Still Life Poetry
Yuki OGURA
The purpose of this paper is to explore the matter of representation in Wallace 
Stevens’ still life poetry by comparing it with his contemporaries. Despite the fact 
that the still life painting has been considered as the common and ahistorical genre, 
Stevens introduces them into poetry as a mode of an engagement with, rather than 
an aesthetic escape from, the historical reality. Indeed, still life poetry in Parts of a 
World (1942) can be read as a poetic resistance to the contemporary “Imagist” or 
“Objectivist” poetry, especially William Carlos Williams. Firstly, the controversy of 
poets can be identified in the prose. In his introduction to Williams’ Collected Poems, 
Stevens implicitly criticized the realism and the visualization of words represented 
in William’s poetry, referring to Gotthold Ephraim Lessings’ famous distinction 
between visual art and the verbal art. In this regard, secondly, it is not surprising 
that many of the poems in Parts of a World are composed of the theory of art and 
poetry against the particular trend of the Modernism. “The Poems of Our Climate” 
rejects the immaculate description of Williams’ objective poetry and fixed state of the 
still life by interpolating a subjective metaphor and the intractable power of sound. 
“Prelude to Objects,” moreover, declines the poets’ epistemological relation to the 
world, and equates the ontological state of poet with objects in order to suggest 
the materiality of poetic language. In a similar vein, “The Man on the Dump” 
develops the argument of Stevens’ still life poetry, in which we can see how Stevens 
answered the Modernisms’ endless innovation of the fresh image. Notably, the 
trash of this poem includes commodities, imported objects, and the still life like “the 
bouquet.” The bouquet suggests the fate of the image as well as a poetic language 
which has significance and freshness but is destined to decay. The cycle of an image, 
finally, reaches the transformation of the word as the final line makes clear: “Where 
was it heard of the truth? The the.” Thus, the definite article acts as a noun, and this 
wordplay exemplifies the transformative power of the poetic language, by invoking 
the words in their purely sensuous materiality as sounds which are not included in 
the still life painting. In conclusion, the insight and the trust of language represented 
in still life poetry differentiate Stevens from his contemporary poets and visual art, 
and show a part of his philosophy of art.
